. 16 In both kermises, well as in the Saint George's Kermis, the scaffolds on which the plays are being performed, are placed before a building on which a similar rectangular object is fixed. The precise location of such vignettes suggests they might be some sort of identity markers, e.g. blazons or emblems belonging to a particular group of rhetoricians. An engraving of a kermis scene in the Rijkprentenkabinet in Amsterdam after a design by David Vinckboons provides further clues; a man on the scaffold hands over a blazon to another figure standing inside the playhouse ( Figure 5 ). The latter apparently plans on fixing the vignette to the décor.
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Although the specific iconographic features of the blazon are not easy to discern, it is clear that it concerns a rhombus-like blazon in rebus, most likely from one of the local rhetoricians groups. Besides the existing habit of fixing their personal blazons on the scaffold or playhouse where they were performing, rhetoricians also hung their personal emblem on the façade of the building were they gathered. Moreover, inns and taverns were preferred locations for such meetings and the guild's device was often hung at the height of the first floor. 20 It seems to be no coincidence that the rectangular and rhombus-like vignettes on the buildings in Bruegel's
Battle are exactly fixed at the height of the first floor. Additionally, the plays being performed before both inns enhance the connection with the local practices of the rhetoricians (cf. infra).
Opposed to the inns, on the other side of the market place, the architectural ensemble is of a more serene and pious nature; the church partly rendered being the décor for churchgoing man, women and children. Apart from the inns on the left side and the church on the right side, it is rather difficult to discern the precise functions of the represented buildings and they seem to be significant for their general appearance and compositional role in creating the urban experience. They do not display such an explicit functional meaning as the inns and church. This clear-cut functional meaning is not without significance.
The social fabric
The Bruegel's Battle appears to be a genuine source for the study of contemporary practices, and according to folkloristic research, the customs and costumes are portrayed down to the 21 28 Behind the plays we discern various groups of cripples, beggars and lepers. They represent various marginal types which, during the sixteenth century, were looked down upon as social inferiors by the urban burgher class.
Moreover, they were suspected of deceitfulness, even in displaying their infirmities. 29 Most of the time these socially unacceptable people were depending on alms and other acts of charity.
During the thirteenth and fourteenth centuries, paupers were generally viewed from a rather positive perspective since they incited others, e.g. well-to-do burghers, to acts of charity and evoked the ideal of poverty. However, in the course of the fifteenth century, this ideal gradually changed and by the end of the century there was a clear negative attitude towards The majority of the participants in the scene are people who belong to the lower social strata;
the common people and marginal groups. The rather respectful way in which Bruegel rendered these figures catches the eye. They are depicted in a quite humoristic way compared to the then prevailing mocking manner in which such social groups were represented.
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Another aspect that is crucial to our understanding of the urban landscape, is that well-to-do burghers and members of the aristocracy are almost entirely absent in Bruegel's Netherlandish town. An exception is to be found in the burghers distributing alms to the poor after leaving the church. Their absence seems rather unusual since carnival festivities included carefully orchestrated events in which the prominent citizenry and resident nobles played an appreciable role. Moreover, their participation tended to manifest itself in highly ritualised forms of behaviour. 33 Then again, their so-called absence is not necessarily surprising since the artist's picture does not appear to be a truthful rendering of an event that actually took place (cf. infra). Besides prominent citizenry and local nobles, an important role was also For example, the plays performed before both inns are a typical manifestation of the local rhetoricians or rederijkers.
However realistically looking Bruegel's picture may be, the fact that it is not a recording of a specific festivity witnessed by the artist is also indicated by the natural landscape in the background; the vegetation represents two different seasons connected to the period of Carnival and Lent. In the right side of the panel, we discern a couple of trees with small green leaves which attest that in this side, spring has already made her entry. Above the houses on artists and rhetoricians during the sixteenth century has long been acknowledged. 54 A number of scholars investigated the parallels between pictorial subjects and specific rederijker themes. 55 During the past decades, the relationship of Pieter Bruegel the Elder and the local rhetoricians received a increasing attention and nowadays a knowledge of the rederijkers and their activities is considered crucial for an understanding of Bruegel's art. 56 However, these studies have merely focussed on thematic parallels and not so much on morphological similarities in staging subjects. 57 The case study Battle between Shrovetide and Lent demonstrates that the acknowledged connections between Bruegel and contemporary plays reach further than the mere adaptation and alteration of specific themes. Moreover, the crowded and theatrical composition in The Battle between Shrovetide and Lent is closely related to the notion of the theatrum mundi, a humanistic concept that was well-known in the sixteenth century. The widespread use of the metaphor of the theatre of the world is reflected in Erasmus Praise of Folly (1511) where the world is literally described as a theatre and in between Bruegel's painting and the theatrum mundi. 59 The attitudes of this philosophical concept are pervasively present in the general composition and more specific in the urban stage setting and the compendium-like character of the Bruegel's scene. The figures and figure groups then function as actors and spectators of this theatrum. The peculiar parallels between the setting and contemporary urban festivity staging emphasize the intentional meaning of the artist. Although the painting is often interpreted as a triumph of Virtue (on the right side) over worldly-pleasures and self-indulgence (on the left), this interpretation is not satisfying. 60 The picture contains an important humoristic aspect that is often neglected. 
